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ABSTRACT 
This document aims to analyze and guide the performance of the French-American snare drum 
works of Joseph Tompkins. To do so, it examines three important drum manuals written by French 
percussionists/composers in order to capture several key qualities of the French rudimental drumming 
style: Robert Tourte’s Méthode de Tambour (1946), Robert Goute’s Le Tambour D’Ordonnance Vol. 1 
and 2 (1981–1982), and Guy Lefèvre’s Le Tambour Technique Superieure (1987). Additionally, select 
snare drum works from Guy Lefèvre’s Étude Progressive de la Technique Caisse Claire series (1986-87) 
are also discussed, as these pieces provided significant inspiration for Tompkins as he composed his 
French-American works. 
Chapter 1 begins with a biography of Joseph Tompkins, as well as some background information 
on the study. Chapter 2 presents a guide to the standard rudiments in the French drumming style and 
explains how the manuals suggest developing them. Chapter 3 shows the French rudiments in traditional 
French military marches as well as the works of Guy Lefèvre. And finally, Chapter 4 provides 
performance analyses of five key French-American works that Tompkins has composed in recent years: 
Nine French-American Rudimental Solos Vol. 1 (2007), Nine French-American Rudimental Solos Vol. 2 
(2011), Walkin’ Down Coolidge (2008), March (2009), and To Varese (2013). 
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1.1 – Joseph Tompkins 
Joseph Tompkins began his musical life at 10 years old in Morgantown, West Virginia, “an 
unlikely spot for musical development,” as he puts it.1 Tompkins’ father was the Dean of Engineering at 
West Virginia University, and at 10 years old, Tompkins was taking lessons at the College of Creative 
Arts at the University. The Director of Percussion, Phil Faini, was a well-respected musician in the 
community and made it his personal business to ensure Tompkins developed musically. Faini assigned his 
top graduate student, David Satterfield, to begin teaching private lessons to Tompkins in earnest. 
Tompkins recalls that, because of his father’s stature at WVU, his lessons ended up being overly positive. 
“’You sound great! That was the best paradiddle I’ve ever heard!’ I could do no wrong!” he recalls.2 
However, Tompkins admits the support he received from his instructors motivated him to practice long 
hours at a young age. He lived close enough to the practice center to walk there after school and practice 
until “Mom, usually worried sick, would come and find me.”3 By the tender age of 13, Joseph Tompkins 
had already become a regular of the WVU Percussion Department. He participated in studio classes and 
was picking the brains of musicians twice his age. Tompkins also remembers attending the clinics of 
players such as Louie Bellson, John Beck, and Vinnie Colaiuta, then being able to talk shop with them 
afterwards. 
By the time Tompkins was 14, he was playing drum set gigs all over town. He often played 
cocktail clubs with performers many years his senior, and in the process, he learned how to communicate 
and perform with high-caliber musicians. All the while, he was continuing his studies in concert 
percussion. Once Tompkins got to high school, he continued his musical career by joining the jazz band 
and marching in the drumline. And although Tompkins admits marching band wasn’t his favorite musical 
1 Joseph Tompkins, E-Mail interview, February 2016 
2 Tompkins, Interview 
3 Tompkins, Interview 
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activity, he feels that it helped to improve his sense of time, rhythm and ensemble skills. The marching 
band was also where Tompkins wrote his first composition: a simple cadence for the drumline.  
 At the end of his Sophomore year, Tompkins attended the Eastman Summer Jazz Camp. This was 
his first experience outside of his hometown, and the camp opened his eyes to what could come from his 
musical training. It also sparked his interest in Eastman School of Music as a possible music school of 
choice after high school. During the summer of 11th grade, Tompkins attended the Interlochen Summer 
Arts camp, which was his first formal introduction to the orchestral percussion arena. During these 8 
weeks, his interest in orchestral music and performance was piqued, and he began his training in 
orchestral percussion. 
 At the end of his time in high school, Tompkins won admission into the Eastman School of 
Music at the University of Rochester. Initially, Tompkins was a double major in Political Science and 
Percussion, but during his Sophomore year, he decided to focus exclusively on a career in music. At 
Eastman, Tompkins began composing more than ever, and started to delve deeply into the world of music 
theory. For his Senior recital, Tompkins performed a percussion quartet that he had composed himself, 
although he recalls the quality of the composition was quite poor. “John Beck (Percussion Professor at 
Eastman) was always supportive of my compositions, however.”4   
 While Tompkins was at Eastman, he became interested in studying under Christopher Lamb, the 
principal percussionist of the New York Philharmonic. He applied to the Manhattan School of Music, 
where Lamb taught, and was offered a full scholarship. However, Tompkins turned down the offer, as he 
was asked by the US State Department to give a series of marimba recitals in Latin America. The 
opportunity was a 3-month endeavor, and he did not want to turn it down. After his Latin America tour, 
Tompkins moved back home with his parents, who had moved to Michigan. Tompkins then met Salvatore 
Rabbio, who was the timpanist of the nearby Detroit Symphony and one of Christopher Lamb’s prior 
teachers. He decided to spend a year under Rabbio’s tutelage. Tompkins later auditioned a second time at 
the Manhattan School, and was accepted. 
 
4 Tompkins, Interview 
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 Tompkins recalls his lessons with Christopher Lamb as stressful, intense, and rewarding. Each 
lesson usually lasted two to three hours. Lamb had built his physical approach to percussion on a bedrock 
of rudimental snare drumming, and Tompkins was trying to adapt to this new style of playing. He recalls 
that Lamb “quite frankly, got tired of hearing me play Pratt (John Pratt, rudimental snare 
drummer/composer) solos and requested ‘something different next time.’”5 Tompkins wasn’t quite sure 
what pieces to bring in, so he decided to write his own solos. These pieces eventually became his first 
published work, “Eight Rudimental Solos for Snare Drum,” pieces that were rooted in a more mainstream 
American rudimental approach. After Tompkins graduated from MSM, he auditioned for orchestral jobs; 
he was the runner-up for a position with the Metropolitan Opera, and he eventually won the principal 
percussion job in the Orquesta Sinfónica de Tenerife of Spain. Tompkins spent a year in Spain with this 
orchestra, and he recalls learning quite a bit from European percussionists. Their style and technical 
approach were quite different from Americans—significantly more fluid than the strict rudimental style of 
American drumming. Eventually, Tompkins decided to leave the orchestra and move back to New York, 
as he and his fiancé wished for a life in the United States, closer to family. 
 During the early days of his professional career in the U.S., Tompkins admits it was difficult 
being a freelance percussionist. However, doing well in his first Metropolitan Opera audition helped him 
establish a presence in the city. Tompkins also started to expand his musical boundaries by studying Latin 
percussion instruments and styles. This was initially because he felt he was deficient in the area, but it 
ended up having a major influence on his compositions. He started to compose more snare drum pieces, 
and eventually self-published his next book “Ten Style Studies for Snare Drum.” To be more recognized 
and his music performed, Tompkins began to distribute the book for free to people all over Manhattan. At 
this point, Tompkins could “barely pay rent, but was practicing a lot, and composing was something I 
could actually control.”6  
 
5 Tompkins, Interview 
6 Tompkins, Interview 
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When Tompkins turned 30, his career picked up steam. He was called to be a substitute for 
Broadway shows, and built up his references the more he performed. He eventually got called to play for 
the New York Philharmonic and the Metropolitan Opera. His career in composition also started to take 
off when Christopher Lamb commissioned him to write a piece for the percussionists of the New York 
Philharmonic. This piece became “Trio in a Rudimental Style” which was premiered by members of the 
New York Philharmonic on April 3rd, 2002. Tompkins also finished a collection of duets for snare drum 
and bass drum, called “Six Duets in a Rudimental Style.” Despite his career developing more rapidly, 
Tompkins still felt that there was more to be done. He felt he was not well versed in contemporary music, 
an area he then decided to explore with colleagues by starting a trio called “Timetable.” The music they 
played contained strange, graphic notations, “5's, 7's, odd polyrhythms, strange notation, very weird 
pieces.”7 Exploration of these sorts of works began to influence Tompkins’ musical and compositional 
ideas. This new musical journey was the last piece of the musical puzzle for Tompkins, as his experience 
in orchestral, rudimental, European, Latin American, and new music influences all began to converge into 
something new and unique. 
Tompkins was performing in the Harrisburg Symphony with colleague Marc Damoulakis, who 
introduces him to a book that became the catalyst for his compositional output. It was called Le Tambour 
Technique Superieure by Guy Lefèvre. Tompkins became captivated with the French rudiments and style. 
This inspiration flowed directly into the first solo written in the French-American hybrid style, which 
took Tompkins only “about 45 minutes to write”: “I” from Nine French-American Rudimental Solos 
Vol.1.8 He showed this early French-American solo to Damoulakis, who “bugged me for about a year to 
write more.”9 This led to five more solos, and, eventually, Tompkins planned to release a book of nine 
solos in total. This plan became volume 1 of Nine French-American Rudimental Solos. In the years that 
followed, Tompkins continued to write in this newfound style, composing Walkin’ Down Coolidge, 
 
7 Tompkins, Interview 
8 Tompkins, Interview 
9 Tompkins, Interview 
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March, Nine French-American Solos Vol. 2 and finally To Varese—all considered part of his French-
American works and thus the primary focuses of this scholarly essay. 
 
1.2 - Background 
 In the Preface to Nine French-American Rudimental Solos Vol.1, Joseph Tompkins states that his 
works “came about after an exploration of the French rudiments contained in Guy Lefèvre’s ‘Le Tambour 
Technique Superieure.’ After spending some time working with that book, I thought why not combine 
French and American rudiments in one setting?”10 This project offers a deep dive into this idea, 
examining how Tompkins was able to combine these styles in such unique, organic, and intuitive ways. 
 First, though, it will be important for readers to understand the French rudimental style. To 
achieve this, in the pages that follow, French drum rudiments will be examined, as will the exercises and 
focused études French composers created to guide players seeking to improve their rudimental 
proficiency. After that, more complex works will be covered—works that use the rudiments in more 
musical contexts, including the traditional French military drum calls of the Napoleonic era and the more 
contemporary snare drum works of Lefèvre. Finally, five key French-American works by Joseph 
Tompkins will be analyzed to show how, specifically, he has combined the French and American styles, 
creating his own unique hybrid. 
 As it stands, there exists no scholarly literature on Joseph Tompkins, Guy Lefèvre, or the French 
rudimental snare drum style in general. In contrast, the American rudimental style has been widely 
covered in scholarly research, in such studies as Eric Alan Chandler’s dissertation entitled “A History of 
Rudimental Drumming in America.” This study, then, seeks to fill a noticeable gap. And while it remains 
necessary to discuss the general tenets of the American rudimental style to establish a general framework 
for comparisons—throughout this study, rudiments shared between the French and American styles 
receive important attention—the American rudimental style is only covered here when necessary. 
 
10 Joseph Tompkins, Nine French-American Rudimental Solos Vol.1 (Columbus: Bachovich Music Publications, 
2007), pg. vii. 
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1.3 – American Rudimental Drumming Style 
 That said: it is important for readers of this text to know that the American rudimental snare drum 
style is deeply rooted in its military traditions, tracing back to the Revolutionary era. The backstory: in 
1768, British troops arrived in Boston to maintain order during colonial unrest. During this time, British 
drumming spread throughout New England. This style “became a New England technique; it is still 
known as ‘Down East Drumming.’ This technique refers to the open manner of playing.”11 An open 
playing style is the idea that a rudimental drummer must perform in “a manner in which each stroke and 
pattern can be heard and clearly understood.”12 Because the primary goal of the rudimental drummer 
during battle was to communicate commands, clarity, uniformity, and precision were paramount. An 
example of this is the open stroke roll rudiment, where each hand must play two distinct notes during the 
roll. This makes the roll clear, rhythmically metered, and gives the players the ability to play the rolls 
loudly. While these ideas are certainly not unique to the American rudimental style, the development of 
the American style throughout history did not stray far from its military roots. In fact, early rudiments and 
rhythmic patterns “are played almost exactly the same way today,” although there is room for flexibility 
in interpretation due to modern notation and performance practices.13 Even in the 20th century, when the 
advancement of the bugle led to a decline in usage of the drum for military applications, the rudimental 
drumming style thrived. This was partly due to the efforts of John Phillips Sousa, one of the most famous 
conductors and composers of the military band style. Because of Sousa, the military applications of the 
rudimental style became more popular in civilian brass bands and drum and bugle corps. This helped to 
spread the style outside of a strictly military usage; the actual performance style, however, did not stray 




11 Chandler, Eric Alan. 1990. "A History of Rudimental Drumming in America." LSU Historical Dissertations and 
Theses, 1990. https://digitalcommons.lsu.edu/gradschool_disstheses/4901, p.10. 
12 Chandler, Drumming in America, p.3. 




Overview of French Rudiments 
Throughout this project, music from multiple French drumming manuals will be referenced and it 
is necessary to discuss how to interpret these manuals. Of note is French snare drum notation, which can 
be written in multiple ways. As seen in Robert Tourte’s Méthode de Tambour, the stickings notation in 
Fig. 1 simply labels D for “main droite,” or right hand, and G for “main gauche,” or left hand. Stickings 
are typically notated at the bottom of the staff, but there arise situations when Tourte transcribed sticking 
variations or multiple suggestions, in which case those stickings are listed above the staff. 
 
Fig. 1. Sticking primer from Méthode de Tambour,1946. 
  
In Lefèvre’s Superieure, two notations are demonstrated. In the first, stickings are notated with a 
series of circles: as seen in Fig. 2, an open circle for the right hand, a closed circle for the left. In the 
second, notes are oriented about a single-line staff: the right hand appears below the staff, the left hand 
above (Fig. 3). 
 





Fig. 3. Sticking examples from Le Tambour Technique Superieure, 1987. 
 
The first step in understanding the French snare drum style is understanding the rudimental 
vocabulary. Examining how to develop and perform these rudiments is paramount in understanding the 
French snare performance style. The rudiment examples in this chapter are taken mainly from Robert 
Tourte’s Méthode de Tambour, as it contains a substantial manual on French snare rudiments. Robert 
Goute’s Le Tambour D’Ordonnance series is also referenced, as the materials in it contain useful 
exercises on how to understand certain rudiments in context. Finally, Guy Lefèvre’s Le Tambour 
Technique Superieure, as well as the Étude Progressive de la Technique Caisse Claire series, are 
referenced. These items contain exercises on how to develop and interpret French rudiments, as well as 
musical études and solos. Throughout this chapter, any specific insight on the performance of these 
rudiments and works has been referenced. Where there was no detailed or specific insight in the manuals, 
I have added my own personal suggestions based on extensive studies of the manuals, as well as my 
personal preparation of all the pieces and exercises covered in this project. The French rudiments to 
follow will be refered to both in their native French names as well as in English translations. The 
translations were taken from French percussionist Marc De Douvan and his course on French rudiments. 
 
2.1 - Le Roulement/The Roll 
The roulement, or roulé is seen as the basis of snare drum study in the French snare style, and, 
according to Robert Goute, “is one of the most critical exercises in drum practice.”14 The roll is achieved 
by striking the drum two times with each stroke. Tourte advises that rolls are performed with the right 
hand striking first, but for the purposes of training the player, rolls should be developed off each lead 
 
14 Robert Goute, Le Tambour D'Ordonnance Vol. 2. (Charnay-lès-Mâcon: Edition Robert Martin, 1982), p.18. 
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hand.15 Goute also suggests accenting the second stroke of each hand to ensure smoothness of the roll.16 
When performing an open roll, of paramount importance is the smoothness of the roll and making sure 
each hand is executed evenly. 
 Lèfevre’s Superieure contains roll breakdown exercises that work on longer roll patterns in 
various rhythmic skeletons, from triplets all the way to septuplets. The exercise in Fig. 4 consists of a 
simple rhythmic check, then a roll pattern. This teaches the player to establish the base rhythm, then 
ensure the rhythm remains constant through the roll. The rolls also phrase all the way to the next 
downbeat. Indeed, the French style takes seriously the concept of phrasing through long rolls. Goute also 
mentions this when he suggests working through every roll exercise through all dynamic ranges: all forte, 
all piano, piano to forte, and forte to piano.17 
 
Fig. 4. Triplet roll exercise from Le Tambour Technique Superieure, 1987. 
 
2.2 – Les Ras/Stroke Roll 
While the roulé refers to the open roll as a general rudiment, the ra is a numeric stroke roll, which 
is common in all rudimental styles. In the French style, ras are notated in groupings of 3, 4, 5, 6, 7, 8, 9, 
and 11.18 Odd numbered ras start with a double and end with a tap, whereas even numbered ras start with 
a tap and end with a tap, the doubles occurring between them. Although the numbered roll is a common 
rudiment among all rudimental styles, in the context of the French style, the ra de 3 and 4 are unique. 
 
15 Robert Tourte, Méthode de Tambour (Paris: Editions Salabert, 1946), p. 9. 
16 Goute, D'Ordonnance Vol.2, p.17. 
17 Goute, D'Ordonnance Vol.2, p.17. 
18 Tourte, Méthode, p.11. 
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The ra de 3 can be notated in two ways. The first way is as seen in the Tourte example in Fig. 5. 
In this case, the ra de 3 is notated like a “drag”, in the American style, with the ra acting as an ornament 
to a primary rhythm. The second way, as seen in the Lefèvre example in Fig. 6, is simply a doubled note 
within a common rhythm, or a “diddle” in the American style. The ra de 4 in Fig. 7 is notated as three 
grace notes and a release, with RLL/LRR sticking. With both rudiments, the sticking is an important 
distinction. In the American style, it may be appropriate to play these rudiments with any sticking. 
However, in the French style, there must be a doubled note in order to be classified as a ra. Any single-
stroke sticking is a separate rudiment, to be covered later. 
 
Fig. 5. Ra de 3 example from Méthode de Tambour,1946. 
 
 
Fig. 6. Ra de 3 example from Le Tambour Technique Superieure, 1987. 
 
 
Fig. 7. Ra de 4 example from Méthode de Tambour,1946. 
 
How can one interpret ornamental ras in the French style? According to Robert Goute in Le 
Tambour d'Ordonnance Vol. 1, ornamental notes “borrow their value from that of the main note which 
precedes them or that of the note which follows them.”19 Goute demonstrates this concept in notation in 
Fig. 8, where the first line precisely notates the ornamental version of the rudiment. As seen in this 
 
19 Robert Goute, Le Tambour D'Ordonnance Vol. 1. (Charnay-lès-Mâcon: Edition Robert Martin, 1981), p.24. 
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Figure, the grace notes should be performed as the two 32nd notes before the downbeat. Fig. 9 
demonstrates the same concept, but in a ternary rhythm. Lefèvre shows an example of this concept with a 
ra de 4 in Fig. 10. 
 
 
Fig. 8. Ra de 3 example from Le Tambour D’Ordonnance Vol 1, 1981. 
 
 
Fig. 9. Ra de 3 example from Le Tambour D’Ordonnance Vol 1, 1981. 
 
 
Fig. 10. Ra de 4 example from Le Tambour Technique Superieure, 1987. 
 
As seen in the examples, the ornamental ras are performed with precise rhythmic timing in the 
French rudimental style. Ornamental ras are, however, still slightly differ from the rhythmically dictated 
rudiments seen in Fig. 6. Ornaments, by definition, support the primary rhythm they surround. As such, 
ornaments can be changed and replaced, a concept practiced in traditional French rudimental marches. 
For example, a Figure with ra de 3s can be changed to ra de 4s to make the Figure more difficult. Goute 
refers to this by saying rhythmic themes in marches can include “more or less complicated and varied 
flourishes” when referring to ornaments.20 
 
20 Goute, D'Ordonnance Vol.2, p.38. 
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Lefèvre’s Superieure contains extensive exercises in the “numeric” rolls, covering all ra 
variations and differing rhythmic skeletons. Fig. 11 showcases an example of such an exercise, focusing 
on a ra de 5 in quintuplets. Fig. 12 is an example of an exercise that contains multiple ra variations. With 
the ra, it is imperative that the player maintains the rhythmic base even with the addition of a double. 
 
Fig. 11. Ra exercise example from Le Tambour Technique Superieure, 1987. 
 
 
Fig. 12. Ra exercise example from Le Tambour Technique Superieure, 1987. 
 
In the French style, there exists a triplet-based ra variation called the bâton mêlé. Fig. 13 shows 
this sticking variation in context of the triplet grid. It can be sticked RLL/LRR, or RRL/LLR. This 
sticking is used in the French style as a way to flow through quicker ternary rhythms in a smooth way, 
while maintaining the lead hand via the doubles. 
 




Notice the addition of the hi-hat in Fig. 13. Throughout his books, Lefèvre liked to incorporate 
both hi-hat and kick drum into his material, challenging the player to maintain independence in all limbs 
while working through the exercises and études. Vol. 2 also contains short études that develop rudiments 
in a more musical context while maintaining usage of the feet. Fig. 14 and 15 are examples of études 
which aid in developing the ra. 
 
Fig. 14. Ra exercise from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 
Fig. 15. “Étude No.5” excerpt from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 “Étude No.5” consists of ra patterns in 3/4 time, with a kick and hi-hat pattern. It takes the player 
through the 8th note grid with accents and ras, utilizing each hand. It is important to ensure that the ra and 
the accents are even and consistent throughout, regardless of which hand is being utilized. 
 
2.3 - Les Coups Frisé/Single Stroke Roll 
 The single stroke roll is one of the most frequently used techniques in the French snare drum 
style. As previously mentioned, it is important to differentiate the ra and the frisé based on sticking. 
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Fig. 16. Single Stroke variations from Méthode de Tambour,1946. 
 
  
As seen in Fig. 16, the frisé variations are counted by the number of strikes. The combination of 
frisé variations, especially the odd metered rhythms (Fig. 17), is one of the most recognizable aspects of 
the French style. During a fast frisé, it is important to keep the hands light and even, as to not pound the 
drum. This technique distinction generally gives the frisé a lighter sound than an open roll. 
 
Fig. 17. Frisé exercise excerpts from Le Tambour Technique Superieure, 1987. 
 
Another usage of the frisé involves rhythmic nesting, or embedding faster note values within a 
rhythmic grid. Embedded rhythms are a signature of Lefèvre’s and have very much inspired Tompkins’ 








Fig. 18. Frisé de 5 nesting examples from Le Tambour Technique Superieure, 1987. 
 
Embedded rhythms can occur on any part of the rhythmic grid, and can also occur 
polyrhythmically, as seen in Fig. 19. The triplet occurs over two 16th-notes on a binary grid. This shows 
the versatility of the technique, as you can embed binary or ternary rhythms within any rhythmic grid.  
 
Fig. 19. Frisé de 4 nesting example from Le Tambour Technique Superieure, 1987. 
   
 Lefèvre’s Vol. 2 includes frisé études, each work focusing on a different usage of the technique. 
“Étude No.1” is a study of frisés in triplets, quintuplets, and nontuplets. The étude shifts from each 
rhythm in a way that challenges the player to maintain solid time through hand speed changes, all while 
navigating syncopating accents. It begins, much like many of the works of Lefèvre, with a rest on the first 
downbeat. The bâton mêlé sticking ensures the accented downbeats land on the right hand. The fast frisé 
de 5s are used to bridge together the triplet-based rhythms, phrased to create a sense of velocity toward 
the downbeats of slower rhythms. 
 




 Fig. 21 demonstrates the usage of syncopated accents moving the emphasis away from the strong 
beats, the hi-hat infrequently lining up with an accent. The player is tasked with maintaining a steady 
pulse in the feet during these syncopated accent moments, as well as placing the hi-hat inside of ternary 
polyrhythms. 
 
Fig. 21. Line 3, “Étude No.1” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 “Étude No.2” is another frisé based étude but focuses on the concept of rapidly changing 
rhythmic velocities. Fig. 22 demonstrates this concept, with three separate rhythmic hand speeds in the 
first bar. The idea of rapidly changing hand speeds, along with Lefevré’s fondness of halting rhythmic 
velocity with longer rests and note values, makes this étude an exercise in patience and disciplined timing. 
 
Fig. 22. Lines 2-3, “Étude No.2” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
  
“Étude No.9” implements the frisé through nesting, primarily through frisé de 3s, 5s, and 7s. 
While the rhythmic patterns may seem simpler, the phrasing of the patterns is more advanced. The first 
bar (Fig. 23) requires performing quick rhythms in two heights, all while phrasing through a long 




Fig. 23. Lines 1-2 of “Étude No.9”, from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
“Étude No.10” also works on nesting but this time in a mostly quintuplet rhythmic grid. A 
difficult passage occurs at the end (Fig. 24), where the hi-hat switches to 8th notes under nested quintuplet 
examples. The quintuplets in the hands over the binary left foot timing requires precise timing and 
independence from the performer. 
 
Fig. 24. Lines 3-4, “Étude No.10” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 “Étude No.11” is a further study in rhythmic nesting, but in 12/8 time, and with binary and 
ternary rhythmic inserts (Fig. 25). At 144 bpm, this étude sits at a brisk tempo, which makes the frisés 





Fig. 25. Line 2, “Étude No.11” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
2.4 - Le Moulin and Volant/Paradiddle and Double Paradiddle 
 The moulin and volant are common rudiments in the French style, known as the paradiddle, and 
double paradiddle in the American style. These are useful rudiments, as they allow flexibility in sticking 
combinations. Lefèvre suggests that the player “reverse fingers,” or stickings, in order to develop 
dexterity in the hands.21 In Lefèvre’s Technique Caisse Claire Vol. 1, he lists commonly used variations 
of the moulin. In Fig. 26, Lefèvre suggests multiple variations of the moulin, which help aid a player’s 
sticking dexterity, as well as suggesting changes in the accent pattern. These variations can also be started 
on the left hand, as previously suggested by Lefèvre. In Fig. 27, we see the volant written in sextuplets by 
Lefèvre. In both the Lefèvre and Tourte texts, the volant is most seen in sextuplet form, due to the number 
of strokes in the rudiment. 
 
Fig. 26. Moulin variations from Étude Progressive de la Technique Caisse Claire Vol. 1, 1986. 
 
 




Fig. 27. Volant exercise from Étude Progressive de la Technique Caisse Claire Vol. 1, 1986. 
 
Lefèvre’s Superieure includes a preface from French percussionist Alexandre Raynaud, Lefèvre’s 
teacher, in which he stresses the importance of the moulin/volant. Raynaud affirms how frequently the 
rudiments are used in Lefèvre’s text, and notes that they make “the instrumentalist control each hand in 
order to obtain a smooth beat and equal ease with both hands.”22 Indeed, Superieure contains many 
exercises on the rudiments, one of which is seen in Fig. 28, combining the moulin and volant. 
 
Fig. 28. Moulin/Volant exercise excerpt from Le Tambour Technique Superieure, 1987. 
 
Lefèvre’s Vol. 2 further develops the moulin and volant rudiments through étude studies. “Étude 
No.3” takes the player through moulin/volant variations with alternating lead hands, and assorted accent 
variations. It also uses the volant in a binary 16th-note form, which ends the rudiment on the upbeat due to 
the number of strokes in the rudiment. The player must navigate the sticking changes while maintaining 
the 16th-note pulse with hi-hat accompaniment and balancing the accents on each hand (Fig. 29). 
 
Fig. 29. Line 1, “Étude No.3” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 
22 Guy Lefèvre, Le Tambour Technique Superieure (Paris: Alphonse Leduc, 1987), Preface. 
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 “Étude No.4” (Fig. 30) uses the volant in sextuplet form, its more native usage. This creates 
interesting rhythmic interactions between the moulin and volant, given the varying rhythmic speeds. This 
étude also emphases the upbeat through downbeat rests, as well as starting accented volants on the upbeat. 
 
Fig. 30. Line 2, “Étude No.4” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
2.5 - Le Fla/The Flam  
The fla ornament (Fig. 31) is a single grace note preceding the principal note; the grace note is 
always struck with the hand opposite that of the principal note. It is worth mentioning the flam exercises 
found in Superieure, as seen in Fig. 32. These challenge the player to work on flas in various rhythms, 
stickings, and heights. The exercises are versatile in that the player can also select tempi appropriate to 
their development. 
 
Fig. 31. Flam example from Méthode de Tambour,1946. 
 
 





2.6 - Le Coup Anglais/The English Stroke 
The English stroke (Fig. 33) is a flam with an additional low note ahead of the initial grace note. 
The basic sticking used commonly in traditional French marches alternates the sticking of the first two 
low notes before the main note.23 
 
Fig. 33. English stroke from Méthode de Tambour,1946. 
 
In an English stroke sticking variant, referred to as the “batard,”24 the two low notes are played 
with a double sticking instead of an alternated sticking(Fig. 34). This variant is played with the lead hand 
switching with each repetition.  
 
Fig. 34. English stroke “batard” variation from Méthode de Tambour,1946. 
 
The third variation is performed with the same sticking as the “batard” variation. However, 
instead of changing hands on the accent, it is kept on the same hand. Fig. 35 from the Lefèvre shows this 
variation on the top line, the bottom line being the normal batard. Notably, Lefèvre starts the rudiment 
notation on the flam itself, and not on the low note before the flam, as dictated in the Tourte examples. 
 
Fig. 35. Batard variations from Le Tambour Technique Superieure, 1987. 
 
Fig. 36 contains English stroke variation exercises in the context of the 16th-note grid. The 
second bar contains both batard variants. 
 
23 Tourte, Méthode, pg.11. 





Fig. 36. English stroke variations exercises from Le Tambour Technique Superieure, 1987. 
 
When the English stroke is seen in the context of a 16th-note grid, they begin to look familiar to 
the American rudimental player. The top line in Fig. 36 is commonly known in the American style as an 
inverted flam tap. The 2nd bar, 2nd sticking variant is the flam tap. However, Goute mentions in his text 
that the inverted sticking variation is the preferred variant, even going as far as to say that the flam tap 
variant is “not allowed,”25 calling it a “distorted English Stroke.”26 
 
2.7 - Le Patafla and Pataflafla 
 The patafla is a rudiment with a single stroke on each hand, followed by a fla. The name is in fact 
onomatopoetic, with the “pa ta” signifying the low taps, and the “fla” being self-explanatory. Although 
Fig. 37 is an indeterminate rhythm, the three notes per rudiment imply a triplet base.  
   
Fig. 37. Patafla example from Méthode de Tambour,1946. 
  
A sticking variation suggested by Tourte can be seen in Fig. 38, where the flam stays on one 
hand, and the next tap is always on the same hand, making the sticking RRL.  
 
25 Goute, D'Ordonnance Vol.2, p.44. 




Fig. 38. Same hand patafla example from Méthode de Tambour,1946. 
 
Fig. 39 and 40 show the patafla in a more rhythmic context. The Goute example starts the “pa” 
after an 8th rest, and the Lefèvre example is the rudiment in its most native form, starting the “pa” on the 
downbeat. 
 
Fig. 39. Patafla example from Le Tambour D’Ordonnance Vol 2, 1982. 
 
 
Fig. 40. Patafla examples from Le Tambour Technique Superieure, 1987. 
  
Fig. 41 is a Lefèvre exercise which uses both sticking variations of the patafla but starts with the 
flam on the downbeat. This example reveals the patafla as two separate rudiments in the American style: 
the flam accent and the Swiss army triplet. 
 
Fig. 41. Downbeat patafla examples from Le Tambour Technique Superieure, 1987. 
 
The pataflafla is similar, but adds an extra flam, as the name implies. With the even number of 
notes in the rudiment, the pataflafla is often played in a 16th-note meter. Fig. 42 demonstrates the 
rudiment with the “pa” starting on the downbeat, with Fig. 43 on the “e” of a 16th-note grid. This 
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variation is commonly seen in traditional French marches27 and is usually preceded by a roll or another 
flam. Tourte notated the onomatopoetic syllables for ease of understanding. 
 
Fig. 42. Pataflafla example from Méthode de Tambour,1946. 
 
 
Fig. 43. Pataflafla exercise from Méthode de Tambour,1946. 
 
When playing the Fig. 43 example, one may notice that repeating the pataflafla variation will 
eventually place a flam on the 1st and 4th partials, as seen in beat 2 of bar 2. Although technically this is a 
“fla pa ta fla”, this variation is common in the French style. This variation is also what the pataflafla 
rudiment is known as in the American rudimental style. 
 
2.8 - Le Coup de Charge/Charge Stroke 
The charge stroke is one of the most unique rudiments of the French style. The rudiment is 
described as an “inverted flam” by Lefèvre: a flam with an accented grace note, not an accented 
downbeat.28  The Tourte example in Fig. 44 uses typical flam notation with an accent on the grace note. 
An alternate notation, which Lefèvre prefers, is seen in Fig. 45. Dictated as a 32nd note, this notation more 
clearly defines the timing of the charge stroke grace note and implies rhythmic value. 
 
 
27 Tourte, Méthode, pg. 27. 




Fig. 44. Charge stroke example from Méthode de Tambour,1946. 
 
 
Fig. 45. Charge stroke example from Le Tambour Technique Superieure, 1987. 
 
 The charge stroke is a compelling rudiment because the 32nd note accent conceals the strong beat 
of the rhythm and gives a lifted, or tripped feeling. This sense of lift is something that gives the French 
style a distinct sound, as opposed to the more grounded feel of the American style. The charge stroke can 
also be interpreted as more open or closed, depending on the musical context. For example, when a 
passage contains both flams and charge strokes, it is appropriate to differentiate the two—perhaps the 
flam in a more closed fashion and the charge stroke more open, or vice versa. The charge stroke is 
versatile in that it can be fit into any rhythmic grid. The Superieure exercises (Fig. 46) contain multiple 
rhythmic grids, from triplets to septuplets, with charge strokes added to various partials. This ensures the 
performer can work on fitting the rudiment into any rhythmic context. 
 




2.9 - Les Coups Coulé/Slipped Stroke 
 The slipped stroke (Fig. 47) is a rudiment commonly found in traditional French repertoire and is 
an expansion of the charge stroke.29 It is performed by adding two strokes on one hand before the charge 
stroke. 
 
Fig. 47. Slipped stroke example from Méthode de Tambour,1946. 
 
 Much like the charge stroke itself, the coulé is versatile in that the double sticking can fit into any 
rhythmic grid with ease. Figs. 48 and 49 are just two examples, but the coulé can fit into any rhythmic 
grid. 
 
Fig. 48. Triplet slipped stroke example from Le Tambour Technique Superieure, 1987. 
 
 
Fig. 49. 16th slipped stroke example from Le Tambour Technique Superieure, 1987. 
 
 Goute’s D’Ordonnance Vol. 2 contains helpful coulé breakdown exercises. As seen in Fig. 50, 
Goute establishes the RLL sextuplet base to work on the slipped sticking, then adds in the charge stroke. 
This exercise is useful for introducing the coulé sticking, then adding in the charge stroke. Fig. 51 is a 
more developed version of the first exercise, this time working on the rudiment with both hands. 
 




Fig. 50. Coulé breakdown from Le Tambour D’Ordonnance Vol 2, 1982. 
 
 
Fig. 51. Another coulé breakdown from Le Tambour D’Ordonnance Vol 2, 1982. 
 
2.10 - Les Coulés Sautès/Jumped Slipped Stroke 
 Coulés sautès (Fig. 52) are a “jumped” variation of the coulé, where two alternating single 
strokes are added to the end of the rudiment.  
 
Fig. 52. Jumped-slipped stroke example from Méthode de Tambour,1946. 
 
D’Ordonnance Vol. 2 has a coulé sautè breakdown like the coulé break down in Fig. 53. Goute 
establishes the coulé sticking in the sextuplet, then gradually adds in the rudiment. 
 





2.11 - Le Raté sauté/Jumped ruffed stroke 
 The raté sauté is another jumped variant, but this time, two strokes are added after a ra. The raté 
sauté de 3 (Fig. 54) is the first variation, a “Lesson 25” in the American rudimental style. The raté sauté 
de 5 (Fig. 55) is the second, where an extra double is added to the beginning. The performer can vary this 
rudiment further by making the ra a single stroke, transforming the whole into a frisé sauté (Fig. 56). 
 
Fig. 54. Raté sauté de 3 example from Méthode de Tambour,1946. 
  
 
Fig. 55. Raté sauté de 5 example from Méthode de Tambour,1946. 
 
 
Fig. 56. Frisé sauté example from Méthode de Tambour,1946. 
 
In review: this chapter has covered the cornerstone rudiments in the French rudimental snare 
drum style. Each rudiment was introduced in their basic form, and then expanded upon through 
developmental exercises or études. Performance interpretation considerations were also brought up and 
opinions on how to navigate those considerations were offered. Variations of certain rudiments were also 
covered, as they are used often in the French style. With this knowledge, performers can begin to 
understand the basics of the French rudimental snare approach. And as performers study the French music 
addressed in the next chapter, referring to the intricate rudiments surveyed in this one will provide insight 




French Rudimental Repertoire 
3.1 – Tradition French Drum Calls of the 1st Empire 
In Méthode de Tambour Robert Tourte outlines examples of “famous drum batteries of the 
Napoleonic epic.”30 These are examples of what French military drummers would play in the beginning 
of the 19th century, when Napoleon Bonaparte ruled. These drum calls contain examples of the traditional 
French rudiments and are a suitable way to take in context some of the cornerstone rudiments in the 
French tradition. There are also specific rudiments taken directly from some of the drum calls themselves. 
Two reveilles of the 1st Empire, La Diane and Le Rigodon, are an example.  
La Diane and Le Rigodon are both famous drum calls of the Napoleonic era.31 According to 
Tourte, they are the “rèveil au bivouac”32 or reveilles at the bivouac. Reveille is a term used to refer to a 
military musical call which awakens soldiers, or as Tourte explains “the ordinary awakening of the great 
army, which often salutes the dawn of a great day.”33 A bivouac, according to Meriam-Webster 
dictionary, is “a usually temporary encampment under little or no shelter” but the French connotation 
refers more to a military application, described as "the guard or watch of a whole army, as in cases of 
great danger of surprise or attack.”34  
Two traditional rudiments, le coup de la Diane and le Rigodon, were specifically taken from 
these reveilles, and are an important part of the traditional French rudimental style. The rudiment taken 




30 Tourte, Méthode, pg. 31. 
31 Tourte, Méthode, pg. 31. 
32 Tourte, Méthode, pg. 31. 
33 Tourte, Méthode, pg. 31. 
34 Merriam-Webster. (2018, 12 28). Merriam-Webster Dictionary. Retrieved from https://www.merriam-
webster.com/dictionary/bivouac 




Fig. 57. Le coup de la Diane example from Méthode de Tambour,1946. 
  
When looking at the reveille La Diane, one can see the rudiment being used extensively 
throughout the piece. In fact, the only thing in the reveille that is not a Diane stroke is a ra de 9 used to 
bridge the gap between each Diane stroke (Fig. 58). 
 
Fig. 58. La Diane excerpt from Méthode de Tambour,1946. 
  
Le Rigodon (Fig. 59) is a similar rudiment, as it is played with a ra de 3 followed by a single 
stroke. 36 In the context of the Le Rigodon reveille, the rudiment can be seen heavily used and, much like 
La Diane, bridged by ras of differing lengths (Fig. 60). 
 
Fig. 59. Le coup de Rigodon example from Méthode de Tambour,1946. 
 
 
Fig. 60. Excerpt of Le Rigodon from Méthode de Tambour,1946. 
 
Le Champ D’honneur, or The Field of Honor (Fig. 61), is another example of a drum call from 
the 1st French Empire. According to Tourte, “this batterie was only used to pay honor to Napoleon I.”37 
 
36 Tourte, Méthode, pg. 17. 
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This drum call contains examples of several traditional French rudiments, including the moulin, 
pataflafla, and especially the raté sauté de 5, which is prevalent throughout. There is also an option to 
replace the ratés sautés with coulés sautés, but as Tourte cautions, this option should only be reserved for 
“virtuoso artists.”38  
 
Fig. 61. Excerpt of Le Champ D’Honneur from Méthode de Tambour,1946. 
 
3.2 - Regulatory Marches of the Republican Guard 
 In the Napoleonic era, drummers “gained fame for their role in active service” as war and military 
might were of the utmost importance.39 During this time, Napoleon I created the Garde de Paris, which 
was the imperial guard of his empire. They can be “considered the Garde Republicaine’s ancestor; its 
drummers have always constituted the elite of French drummers.”40 By 1882, an anonymous composer 
had developed marches that are “always regulated by the Republican Guard of Paris”41 some of which 
will be discussed here. These post-Napoleonic marches further demonstrate some of the cornerstone 
French rudiments. Below are two examples taken from the list of regulatory marches, the first being the 
“6th March” (Fig. 62). 
 
37 Tourte, Méthode, pg. 31. 
38 Tourte, Méthode, pg. 32. 
39 Goute, D'Ordonnance Vol.2, p.92. 
40 Goute, D'Ordonnance Vol.2, p.94. 




Fig. 62. Excerpt of “6th March” from Méthode de Tambour,1946. 
 
 The “9th March” of the Republican Guard contains similar rudiments to the rest of the regulatory 
marches. However, the “9th March” sounds unique in that it contains space that isn’t filled in with rolls, as 
seen in the first two bars of Fig. 63. Like the previous materials, Tourte recommends rudimental 
variations to these marches. He suggests replacing the ra de 5s with ra de 7s, and the ra de 3 in the raté 
sauté with a ra de 5. 
 
Fig. 63. Excerpt of “9th March” from Méthode de Tambour,1946. 
 
3.3 – The Works of Guy Lefèvre – “Étude No.6” 
 While Lefèvre études that covered specific rudiments were discussed in the previous chapter, this 
section will aim to cover some of the more advanced works by Lefèvre. The following are all taken from 
Lefèvre’s Étude Progressive de la Technique Caisse Claire Vol. 2. While the études covered in the 
previous chapter generally focused on one rudiment at a time, these études combine many rudimental 
concepts into shorter musical pieces. The solos take this idea further, being more technically and 
musically advanced than the études. 
 “Étude No.6” is a valuable piece to work on the double stroke roll, and flam variations, including 
an English stroke variation. Although written in 2/4, at 72 bpm, the 8th note velocity in the hi-hat pulse 
gives it a double time feel. The rhythm velocity between the foot and ternary rhythms in the hands is 
cleverly interrupted by slower binary rhythmic interjections throughout. The piece also introduces a 
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rudimental concept used by Lefèvre, where he starts roll patterns with an accented flam. Lefèvre refers to 
this as “rolls with interposition of a flam”.42 
 
Fig. 64. 1st line of “Étude No.6” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.4 – The Works of Guy Lefèvre – “Étude No.12” 
“Étude No.12” primarily focuses on nested frisés and some basic moulin patterns. This piece also 
includes instances of the charge stroke. The infrequent usage of the rudiment also helps to jolt the 
listener’s sense of time by creating lifts in unexpected places. The primary difficulty in this etude lies in 
its quick tempo at 132 BPM, as well as navigating the accents and phrasing structures. 
 
Fig. 65. 3rd line of “Étude No.12” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.5 – The Works of Guy Lefèvre – “Étude No.13” 
“Étude No.13” helps to develop the flam through its usage in various rudiments. It prevalently 
features bâton mêlé sticking, as well as the patafla with the RRL variant. There are also multiple 
examples of the batard in this étude, with both the “flam tap” batard and alternating batard used. Lefèvre 
many times precedes the RRL sticking with an English stroke variation; the binary English stroke against 
the triplet creating velocity into the next downbeat. 
 
 




Fig. 66. Lines 1-2 of “Étude No.13” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.6 – The Works of Guy Lefèvre – “Solo No.1” 
The first three solos in Technique Caisse Claire Vol. 2 share commonalities in their performance 
practice as they all center around a ternary rhythmic base. “Solo No.1”, in quintessential Lefèvre style, 
begins on a downbeat rest, deferring the first audible note to the 2nd quarter note triplet, and beat 2 of the 
hi-hat. As seen in Fig. 67, the foot doesn’t align in unison with the hands until the end of the 2nd bar. This 
dissonance between the hands and feet is prevalent throughout the solo, as the foot is placed on a rest, or 
inside of a rhythm that doesn’t fall cleanly on the beat. This technique creates rhythmic interest, but also 
difficulty for the performer, given the incongruity between the hands and foot. Fig. 68 contains an 
example of this, with the hi-hat being placed within a quarter note triplet Figure, as well as inside a 
septuplet. 
 





Fig. 68. 5th line of “Solo No.1” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 The ending of the solo (Fig. 69) also contains quick frisé de 4s, which are nested inside binary 
16ths, taking up the middle two partials. The frisés provide velocity in a relatively slower paced passage. 
The hi-hat is the last thing the listener hears on beat 4 after two accented triplet partials on beat 3. 
 
Fig. 69. Last line of “Solo No.1” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.7 – The Works of Guy Lefèvre – “Solo No.2” 
“Solo No. 2” has a misprint in the first beat, where there is an 8th rest with two 8th notes (Fig. 70). 
Given that Lefèvre uses a triplet with a first partial rest as a pickup throughout this work, it can be 
assumed that beat 1 is simply missing a triplet indication.  
 
Fig. 70. 1st line of “Solo No.2” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
Although this piece is based around a triplet skeleton, Lefèvre takes the triplet grid and stretches 
the time back and forth throughout the piece. For example, by using a septuplet over two beats, which is 
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slightly faster, and quintuplets over two beats, which are slightly slower; both examples seen in Fig. 71. 
This creates a unique sense of pace and rhythmic velocity throughout the work. The first line of Fig. 71 
also contains a unique quintuplet/charge stroke phrase. The insertion of the charge stroke within the 
quintuplet creates a strong sense of tripping into the next beat, into a quintuplet that goes over the bar, 
with the hands finally stabilizing via the triplets lining up with the foot. It is important for the player to 
keep the foot solid, while the hands are tripping through the charge strokes, and flowing through the 
rhythmic modulations. 
 
Fig. 71. Lines of 4-5 of “Solo No.2” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
Other rudiment usages in this solo include quintuplet frisés, which help create velocity toward 
phrase endings, and the embedding of frisés within a quarter note triplet, or nontuplets, as seen in Fig. 72. 
With the hi-hat not resting cleanly within the nontuplet, the player is charged with timing the 9:4 ratio 
accurately, while only playing on beats 2 and 4. 
 






3.8 – The Works of Guy Lefèvre – “Solo No.3” 
“Solo No.3” is the last example in this set of triplet-based études. This piece demonstrates the 
various ways certain rhythms can be embedded within a triplet grid. One example as a 16th based frisé, 
seen in the first measure of Fig. 73, and as ras, as seen in the 2nd and 3rd lines of the Figure. The doubles 
embedded inside the quarter note triplets create rhythmic interest, especially when juxtaposed against the 
slower rhythms preceding them. The first two bars of Fig. 73 also contain examples of the slipped stroke, 
which trip up the slower, triplet based rhythmic base of the phrase.  
 
Fig. 73. Last 3 lines of “Solo No.3” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.9 – The Works of Guy Lefèvre – “Solo No.9” 
 In the next three works, Lefèvre explores using the quintuplet as the rhythmic base. This gives the 
solos a unique sense of rhythmic pacing, as we have seen mostly 16th or triplet-based works thus far. 
“Solo No.9” is interesting in that it is clearly delineated into several two bar phrases. At the end of each 
phrase, Lefèvre repeats an identical quintuplet accent roll pattern, which crescendos into the next two bar 
phrase. Lefèvre’s works tend to be through-composed, in that he generally didn’t rely on repeated 
sections or many recurring motives throughout his pieces. As far as rhythmic and thematic structure, this 
piece sounds unlike Lefèvre and his typical compositional style. 
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The content, however, is very much in the typical Lefèvre style. The rudiments used mainly focus 
on variations of the frisé, the ra, charge stroke, and nesting examples. The first bar of each micro-phrase 
establishes the rudiments for the rest of the phrase. For example, the first two bars of Fig. 74 focus on 
charge strokes, and polyrhythmic rhythmic nesting, as does the next two bar phrase. There is also no 
interaction with the feet, which is rare for Lefèvre. 
 
Fig. 74. Lines 3-5 of “Solo No.9” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.10 – The Works of Guy Lefèvre – “Solo No.5” 
“Solo No.5” is another exploration of the quintuplet, but the rhythmic pacing is altered by the 
insertion of longer rests, 16th notes, and triplets. Lefèvre also explores more sophisticated rhythmic 
nesting within the quintuplet rhythms, using both binary and ternary rhythms. Lefèvre also diversifies 
where he places the nested rhythms; placed consecutively, placed on the 1st and 4th quintuplet partials, or 
on various single partials, for example. Lefèvre, while usually handling nested rhythms as frisés, also 
nests rhythms as ras. Finally, Lefèvre phrases the nested rhythms not only as crescendos into down beat 
accents, but also decrescendos into non-accents, as well as accenting all the embedded rhythms. The 
phrasing and accent variations add a layer of difficulty for the performer, as it is important to make the 





Fig. 75. Lines 2-4 of “Solo No.5” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
3.11 – The Works of Guy Lefèvre – “Solo No.4” 
The pacing of “Solo No.4” is particularly interesting, as the work quickly and seamlessly shifts 
from quintuplets, to septuplets, among more basic binary rhythms. The quintuplets are embedded with 
binary 32nds, creating a sense of velocity through the rhythms. The septuplets are embedded with ternary 
patterns which create difficult hand speed changes when paired with the quintuplets (Fig. 76.) The charge 
stroke seen in Fig. 76 also creates disturbances in the flow, creating lift amongst the modulations. These 
techniques combined give this work a unique sense of rhythmic oscillation, weaving back and forth 






Fig. 76. Lines 3-5 of “Solo No.4” from Étude Progressive de la Technique Caisse Claire Vol. 2, 1987. 
 
 In Chapter 3 we covered some significant repertoire in the French rudimental snare drum style. 
Firstly, we covered examples of traditional military music of the French military, dating back to the 
Napoleonic era. Because of the utilitarian nature of military based drumming in general, the examples 
covered contained simpler musical ideas, and may have had more similarities to other military styles such 
as the American approach.  However, it is worth noting the French reveilles that are so engrained in the 
culture that certain standard French rudiments were created in honor of them. It is also apropos to see how 
the early era of French rudimental drumming used the building block rudiments we covered in Chapter 2 
to develop drumming patterns and musical phrases. Next, the Lefèvre content covered more 
contemporary musical ideas, with advanced applications of the French rudiments and varied rudimental 
vocabulary. Of note were Lefèvre’s usage of ras, in a multitude of rhythmic skeletons and hand speeds. 
Frisés are used often in Lefèvre’s music giving musical phrases a sense of propulsion and rhythmic 
velocity. There also contain intricate examples of frisés in rhythmic nesting, especially where 
polyrhythms were involved. Lefèvre adorned many rhythms throughout his works with flam and English 
strokes, as well as the lifted feeling of the charge strokes. In general, Lefèvre’s works all have a unique 
sense of velocity as his works seamlessly shift from fast to slow, using rhythms of different speeds, as 
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well as phrasing toward longer note values and rests. All the while, the solid timing of the feet create the 






















Selected French-American Works of Joseph Tompkins 
4.1 - Nine French-American Rudimental Solos Vol. 1 – “I” 
 The solos in Vol.1 were Tompkins’ first foray into his newly established “French-American” 
style. What makes these works so intriguing is the combination of the solidity of the American rudimental 
tradition, with the French usage of syncopation, unique rudiments, and flowing, odd rhythmic grid 
patterns. Combining these two distinct styles creates a unique character of music which is “not classical, 
but not entirely rudimental in the American tradition.”43 The most exciting part of playing Tompkins’ 
works is the hybrid of these two disparate styles. This includes navigating the more complex aspects of 
both the French and American styles but can also be seen in something as simple as the kind of roll 
Tompkins uses in his pieces. For example, while rudimental rolls should be played in an open fashion, 
orchestral rolls are played in a closed, or buzzed fashion. Tompkins incorporates both kinds of rolls in his 
works, sometimes within the same phrase; an example of two separate approaches co-existing within the 
same work. 
Another consideration is how the repertoire allows interpretive freedom to choose how each piece 
is played. Will the performer approach these pieces more in the American, or French style? Does the 
performer’s knowledge of, or lack thereof, each performance style advise their approach of these works? 
Finally, in a more direct question asked by Marc Damoulakis in Vol. 1’s Foreword, “is it orchestral or 
rudimental? Does it swing or is it straight? Should it be energetic or lazy, weighty or nimble?”44 In this 
chapter, the detailed insights into these pieces were taken from an interview I conducted with Mr. Joseph 
Tompkins. The details taken from those interviews were quoted and referenced throughout. I have also 
included some of my own personal views and suggestions based on my study and preparation of these 
framework. 
 
43 Tompkins, Vol.1, pg. vii. 
44 Tompkins, Vol.1, pg. ix. 
43 
 
 Written in 2003, “I” is Tompkins’ “favorite solo to date, primarily because the ideas were so 
experimental and, at the time, new.”45 This étude is certainly an appropriate introduction to this French-
American hybrid style, as it focuses on common French techniques, such as rhythmic nesting, 
flam/English strokes, and examples of the charge stroke. The first rhythm in the piece is an example of 
embedding 64th notes within a 32nd note quintuplet skeleton; a unique example of rhythmic nesting. 
According to Tompkins, this idea “was very much an experiment. It took a while (a few years) to know if 
it actually ‘worked.’”46 Tompkins’ usage of these faster rhythmic nesting examples provides the brisk and 
flowing rhythms taken from the French style. Of interest is how Tompkins juxtaposes these faster 
segments with more traditional, slower rhythms. As seen in Fig. 77, Tompkins places 8th notes 
immediately before/after a faster embedded rhythm. This is an example of how Tompkins counter-acts 
the fluid rhythms seen in the French style, with the more deliberate sense of pulse you feel in an 
American rudimental work. As such, it is appropriate to approach the frisés with a lighter touch, and the 
longer note values with perhaps a more weighted sound. The player should also slightly crescendo the 
frisé patterns toward the longer note values, to give them a sense of horizontal velocity and phrasing 
toward the longer note values. 
 
Fig. 77. Bars 1-4 of “I”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
Tompkins briefly flirts with the charge stroke in this étude as well, using it in the 2nd bar after 
letter A (Fig. 78). The double left before the charge stroke makes this a coulé or slipped stroke variant. 
Playing the charge stroke a bit wider will help with achieving the lifting effect. Three bars after letter A 
 
45 Tompkins, Interview. 
46 Tompkins, Interview. 
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contains one of Tompkins’ more interesting rhythmic experimentations. Beat 2 of the bar is evenly split, 
the first half is built on a quintuplet over the space of four 32nd notes; the first 16th taking the space of two 
32nds, the triplet taking two more, and the 32nd rest taking one. The next 16th-note cleanly places on the 
“and” of the beat. This unique rhythm is an example of Tompkins experimenting with the dichotomy of 
the French and American styles, “the former taking the risk and the latter providing solid footing. One 
without the other would lack meaning.”47 
 
Fig. 78. Bars 9-12 from “I”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
4.2 - Nine French-American Rudimental Solos Vol. 1 – “II” 
Tompkins describes “II” as a practice in perpetual motion. “Similar to many John Pratt solos in 
6/8, this work doesn't come up for air from beginning to end.”48 The rhythmic base of this étude “is based 
on a 6/8 bembe pattern, and the charge stroke is intended to make the piece swing.”49 Tompkins not only 
implements some traditional charge stroke variations of the rudiment, but also experiments with the 
stroke in his own way. An example of such experimentation occurs the bar before letter B (Fig. 79), 
where Tompkins starts slipped strokes off three different parts of the sextuplet grid. With the solidity of 
the triplets on beats 1 and 4 of the same bar, the dichotomy of the French/American styles is in full 
display. Letter B then shifts to a binary rhythmic passage, the only example of such rhythms in the entire 
work; a short fragment of the American style peeking through. A basic coulé example is also seen the bar 
after B, breaking up the solidity of bars 7-8. 
 
47 Tompkins, Interview. 
48 Tompkins, Interview. 





Fig. 79. Bar 6-8 of “II”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
Tompkins also uses the coulé sauté in this work. It can be seen in Fig. 80, two bars before letter 
C, with the “jumped” 16th-notes landing on beat 3 of that bar. The 2nd bar of Fig. 80 again acting as a 
solid landing point after the lifting, tripping charge stroke bar. 
 
Fig. 80. Bars 9-11 of “II”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
4.3 - Nine French-American Rudimental Solos Vol. 1 – “III” 
 In “III”, Tompkins further experiments with charge stroke usage; this time in a duple feel. The 
initial usage of the charge stroke occurs on the first beat of the étude (Fig. 81), where the stroke is placed 





Fig. 81. Lines 1-2 of “III”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 While the étude relies on a solid foundation of 16th-notes, Tompkins uses French interjections to 
great effect. The quintuplet frisé patterns with embedded 32nds in the 2nd and 4th partials are used 
throughout Fig. 82. This is a favorite technique of Tompkins, as he uses it often to change the pacing of 
rhythmic velocity. Tompkins also nests a triplet in the middle of a 16th-note grid, 6 before C. 
 
Fig. 82. Bar 27 to C of “III”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 A final point of interest is the orchestral excerpt that Tompkins alludes to four bars before letter B 
(Fig. 83); something Tompkins calls a “geeky joke.”50 This four-bar phrase is a play on an excerpt taken 
from the Lt. Kijé Suite by Sergei Prokofiev, more specifically, from the beginning of “The Burial of Kijé” 
movement (Fig. 84.) 
 




Fig. 83. Four before B of “III”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 
Fig. 84. “The Burial of Kijé’” snare drum excerpt from Orchestral Repertoire for the Snare Drum, 1997. 
 
4.4 - Nine French-American Rudimental Solos Vol. 1 – “V” 
 At first glance, “V” may seem like a rhythmically simpler work, especially when compared to 
Tompkins’ other works. Tompkins himself states, the piece “was originally modeled after the first few 
pages of Guy Lefèvre’s ‘Superieure’ which contains simple exercises devoid of any peculiar or model 
rhythmic ideas.”51 Indeed, the first few pages of Superieure contain basic moulin/volant pattern exercises, 
as well as some basic rhythmic accent and roll pattern exercises. The challenge was for Tompkins to 
create a cohesive musical work out of these more simplistic musical ideas. The motivic engine of the 
work starts at letter A (Fig. 85), with the triplet accent pattern, despite the work starting with a barrage of 
16th-notes. The accents as a whole are the melodic device which creates interest throughout the work and 
drives it musically. 
 




Fig. 85. Lines 1-2 of “V”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 A bar before letter B (Fig. 86) leads into a 16th-note section that breaks free from the triplet 
motives. This leads directly into an extremely syncopated segment, through downbeat rests in the 2nd bar 
of B, but also through accent pattern variations. 
 
Fig. 86. Letter B of “V”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
Rhythmic nestling is also used, with 16th-note triplets embedded within one partial of an 8th note 
triplet (Fig. 87). These rhythms provide a challenge to the performer, as they are quite brisk. In true 
French rudimental fashion, these faster frisé patterns should lead into the next downbeat dynamically, 
providing velocity not only through speed, but through dynamic growth. As always, staying light in the 
hands will help perform these faster rhythms. 
 
Fig. 87. Four before C of “V”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
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4.5 - Nine French-American Rudimental Solos Vol. 1 – “VI” 
 In “VI”, Tompkins focuses on using more extended frisés; a frisé de 7 being the first thing that is 
played in the étude (Fig. 88). With these longer and quicker frisés, staying light in the hands and using the 
back fingers to help propel the faster rhythms may be an appropriate technical consideration. This helps to 
move through the faster rhythms without pounding the drum, or sounding too heavy. Tompkins agreed 
“in general, the French drumming style is a bit lighter than the American in terms of touch.”52 
 
Fig. 88. Lines 1-2 of “VI”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 This étude also contains many challenging usages of the charge stroke. Starting on the 5th bar 
after letter A (Fig. 89), there is a four-bar slipped stroke segment that is among “the most difficult bars to 
master in the book.”53 To properly execute the passage, the performer must be well-versed in the charge 
stroke, not only to physically perform the passage, but also to properly interpret the width of the rudiment 
to make sure the feeling of lift is prevalent without losing rhythmic integrity. Letter A’s solid, duple 
metered segment is cleverly juxtaposed by the spastic charge stroke segment, only to land back into the 
solid duple feel after the quintuplet frisé. 
 
52 Tompkins, Interview. 




Fig. 89. Lines 3-5 of “VI”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
 Fig. 90 showcases some of the various frisé patterns Tompkins writes in the 2nd half of the work. 
One example starts in the last line of the Figure, where Tompkins wrote a slipped stroke into a frisé de 6s. 
These rhythms are difficult to master, as a slower rhythm with a charge stroke leads directly into a brisk 
single stroke pattern. Again, staying light and nimble are important considerations for the performer here. 
 
Fig. 90. Top of page 2 of “VI”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
4.6 - Nine French-American Rudimental Solos Vol. 1 – “VIII” 
One may notice that “VIII” doesn’t have a written dynamic to start. Tompkins decided to leave 
the starting dynamic open to interpretation for this étude. He feels the work could be interpreted softer 
and lighter, or louder and more deliberate; the decision to be made by the performer. Tompkins also refers 
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to “VIII” as “the hardest solo in the book, technically speaking.”54 Indeed, this particular work contains 
many of the French staples that have been covered so far in this study, including quicker frisé patterns, 
difficult embedded rhythm examples, and charge stroke examples. However, one of the more technically 
difficult considerations in this piece appears in the first bar (Fig. 91); 32nd note doubles immediately into a 
frisé de 3. The difficulty lies in the slower open stroke roll into a quick single stroke grace notes; the rapid 
hand speed and sticking changes being difficult to navigate. In true Tompkins fashion, the introduction of 
the 32nd double into the frisé is a motif that is demonstrated multiple times throughout the étude. 
 
Fig. 91. Bars 1-2 of “VIII”, from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
Another example of this occurs in Fig. 92, this time the frisé is tucked within quintuplets. This 
passage also starts the frisés on the left hand during the second quintuplet, which increases the technical 
demand. 
 
Fig. 92. Two bars before A, from “VIII” from Nine French-American Rudimental Solos Vol. 1, 2007. 
 
4.7 - Nine French-American Rudimental Solos Vol. 2 – “I” 
 As stated by percussionist Christopher Lamb in Vol. 2’s foreword, the book is “a continuing 
journey of exploration by Joseph Tompkins.”55 In this journey, Tompkins expands upon what he started 
in Vol. 1, albeit with different intent. Tompkins explains, “Volume 1 created a series of studies of 
 
54 Tompkins, Interview. 
55 Joseph Tompkins, Nine French-American Rudimental Solos Vol.2 (Columbus: Bachovich Music Publications, 
2011), pg. v. 
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individual French concepts, I now had a few years of experience under my belt and had absorbed the 
material.”56 Indeed, the études contained within Vol. 2 contain more difficult technical challenges, longer 
phrases, and more complex utilizations of French rudiments and style. As Tompkins says, “Volume 2 is 
more organic, takes bigger risks, and, more often than not, is freer in style with a number of through-
composed works.”57 Vol. 2 also introduces the kick drum usage from the Lefèvre études for the first time, 
creating a basis of time beneathe the eloquence of the études. 
 “I” opens with an embedded septuplet Figure, which becomes the motive for the opening section 
of the piece (Fig. 93). The septuplet passage returns throughout the first several phrases, as well as a 
sextuplet variation. This étude also demonstrates some of the more detailed musical markings Tompkins 
includes in Vol. 2 as a whole.   
 
Fig. 93. Lines 1-2 of “I”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
 The phrase markings Tompkins includes are a helpful tool in interpreting the music. As seen in 
Fig. 93, the markings imply that the frisés should phrase into the downbeat accents of the next beat. Of 
course, throughout this project we have seen this as common performance practice. Tompkins also marks 
tenutos and staccatos in Vol. 2 to be more specific on the length of certain notes, as seen in Fig. 94. The 
tenutos should extend the note duration, and add a bit of weight to the note; this can be achieved through 
a bit more arm weight in the stroke. The staccatos are meant to be shorter “with perhaps a bit more 
 
56 Tompkins, Interview. 
57 Tompkins, Interview. 
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upstroke to lighten the touch.”58 Tompkins also creatively implements rests in this étude. Not only do the 
rests create syncopations, but they also break up the overall horizontal velocity of the music. This was a 
technique seen heavily in the Lefèvre works, and gives the Vol. 2 études a different sense of space when 
compared to Vol. 1. 
 
Fig. 94. Bars 30-35 of “I”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
4.8 - Nine French-American Rudimental Solos Vol. 2 – “III – Hazel Nuts” 
 “Hazel Nuts” was inspired by percussionist Charles Settle and his “uncanny ability to sing 
everything I write.”59 When writing this piece, Tompkins imagined the rhythms being sung by Settle “and 
it seemed to work.” However, through that compositional process, Tompkins also laments the process of 
having a certain sound in mind, and finding it difficult to notate. “I found that in writing the rhythms I 
was hearing, something was lost in translation.”60 An example of this is found in bar 38 of the étude, seen 
in Fig. 95. When looking at this Figure, if played as written, the quintuplet rhythm should be interpreted 
in a more squared off fashion. However, Tompkins imagined this rhythm to “roll” to fit the more rounded 
character of the quintuplet. “I hear it as very rounded, but this notation is as close as I could come.”61  
 
58 Tompkins, Interview. 
59 Tompkins, Interview. 
60 Tompkins, Interview. 




Fig. 95. Bar 38-41 of “Hazel Nuts”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
Bar 42 in Fig. 96 also contains an example of such rhythms lost in translation. When interpreting 
the first bar as written, the “and” of beat 1 and the 32nd notes on beat 2 would not sound the same. With 
the 32nd notes taking the place of a single partial of the quintuplet, the beginning of beat 2 should be 
played slightly faster than the “and” of beat 1. However, Tompkins intended for the quintuplet 32nd notes 
to sound the same as the “and” of beat 1. “But if I tried to notate that it would have been a confusing 
disaster. So, I left it to the common sense of the performer.”62 
 
Fig. 96. Bar 42-45 of “Hazel Nuts”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
 In the rest of the piece, the frisé is used throughout in multiple contexts. The typical examples 
we’ve seen thus far as used; nested rhythms, and faster patterns phrased into accented strong beats. One 
of the most technically challenging usages of the frisé, however, is in the first three bars of the piece (Fig. 
97). Here, multiple usages and speeds of the frisé de 3 are used, both in rhythm and ornamentally. The 
multiple contexts of the frisé create difficulty, but so do the stickings; the triplet frisés start on both the 
left and right hands. There are also some unique subdivisions of the quintuplet in this étude, some seen 
already in the previous Figures. The 4th bar in Fig. 97 is another example, where the first half of beat 1 is 
in 32nd note duple meter, but the 2nd half of the beat is a 32nd note quintuplet skeleton, as noted in the 5:4 
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(32nd note) indication. This means the 16th notes are placed on the 2nd and 4th partials of the 32nd note 
quintuplet grid. 
 
Fig. 97. Bar 1-4 of “Hazel Nuts”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
4.9 - Nine French-American Rudimental Solos Vol. 2 – “V” 
 Tompkins states, “V” is when “things really started clicking, in terms of my own style blending 
with the French material.”63 Indeed, this étude contains some of the most flowing, uniquely French 
sounding lines written by Tompkins. As usual, Tompkins demonstrates this immediately in the opening 
phrases. The opening motivic roll passage is seen in Fig. 98, used repeatedly before being interrupted by 
sweeping French lines. In bars 3-4, the quintuplets with frisés, both double and alternating, are used to 
juxtapose the repeated motive. The end of bar 7 contains a difficult triplet-embedded septuplet leading 
into the next phrase.  
 
Fig. 98. Bars 1-6 of “V”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
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 The unique rhythmic nesting usage doesn’t stop there, as Tompkins includes a passage where a 
quintuplet takes the space of four 16th-notes within a sextuplet. In the first bar of Fig. 99, beats 3 and 4 
contain a roll passaged based around the quarter note triplet over 2 quarter notes, or a 3:2 ratio. The first 
two quarter note triplets are embedded with a binary 16th note roll, while the last quarter note triplet 
houses a quintuplet roll. 
 
Fig. 99. Bars 9-12 of “V”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
 Tompkins experiments with another unique and difficult nesting pattern in the second bar for Fig. 
100, where rhythms are nested inside a binary 16th grid. The first 16th note pulse contains two 32nd notes. 
The second 16th contains a 32nd note triplet, of which the first and third partials are rests. Finally, the last 
two 16th-notes land where they normally would within the grid. When interpreting this difficult rhythm, it 
may help to think about the “e” of the beat, but to play the accented note slightly later than that. Tompkins 
admits that this is another example of a rhythm he heard in his head but found difficult to notate. He 
mentions the 32nd note triplet partial “can be opened a bit more than what is written”64 suggesting it can 
be played slightly later than notated.  
 




Fig. 100. Bars 17-20 of “V”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
4.10 - Nine French-American Rudimental Solos Vol. 2 – “VI” 
 As seen in some earlier Lefèvre pieces, he enjoyed experimenting by layering quintuplets or 
septuplet rhythms over a solid quarter note pulse in the feet. Some of these études also placed the foot on 
the upbeat, instead of the downbeat. In “VI”, Tompkins takes both ideas and combines them. The kick 
drum is placed on the upbeat for the entirety of the étude. Tompkins starts the piece with the kick drum 
right away, but in a clever trick, also places a rest in the hands on beat one (Fig. 101). This tricks the ear, 
as it makes the listener think the piece begins on a solid downbeat. As seen multiple times in his works, 
Tompkins’ introductory motive is pervasive throughout the étude. Tompkins himself describes this étude 
as “a rondo. The theme alternates with increasingly audacious material.”65 
 
Fig. 101. Bars 1-6 of “VI”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
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The primary difficulty in this étude lies in keeping the upbeat kick pattern steady, while 
navigating the polyrhythms and embedded rhythms throughout the étude. An example of this starts on bar 
19 (Fig. 102), where the kick drum doesn’t fully align with the quintuplet-based patterns on the snare; the 
kick fitting in between the third and fourth partials of the quintuplet. Much like in the Lefèvre studies, the 
challenge of this étude lies in timing the kick against a polyrhythm that doesn’t cleanly line up in a binary 
way. Tompkins quips about the piece, “it's actually fun after about 100 hours of practice. Good luck.”66 
 
 
Fig. 102. Bars 19-22 of “VI”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
4.11 - Nine French-American Rudimental Solos Vol. 2 – “VIII” 
Tompkins says about “VIII”, “next to Solo 1 from Volume 1, this is my favorite. It has a special 
place creatively, as it really pushes rhythmic boundaries.”67 Indeed, this étude may be one of Tompkins’ 
more rhythmically challenging works, as he experiments with a variety of odd-rhythm passages, 
polyrhythmic nesting, and uniquely crafted subdivisions. The half note kick drum underlying the étude 
only adds to the difficulty, as there are moments when the rhythmic patterns cross over the kick drum, or 
starting on the upbeat. Bar 1, beat 5 of this étude contains an example of a unique nesting pattern. There is 
a quintuplet rhythmic base with an embedded 16th-note quintuplet. The best way to interpret this rhythm 
is to think of it as two quintuplets in the space of two quarter notes, or a decuplet over the kick drum half 
note. The first two 8ths and first 16th take the place of one quintuplet, while the next quintuplet takes 
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place on the “and” of beat 5. A variation of this rhythm occurs in bar 4, but this time, the 16th quintuplet is 
embedded in the last two partials of a 8th note quintuplet. 
 
Fig. 103. Bars 1-4 of “VIII”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
 Bar 9 (Fig. 104) contains another example of the embedded quintuplet rhythm in bar 1 of Fig. 
103. After the initial example, Tompkins removes the first 8th note in the snare drum. As such, it is 
important for the player to use the kick drum as a guide in performing the rhythm with the same rhythmic 
integrity as in its first iteration. 
 
Fig. 104. Bars 9-10 of “VIII”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
 The second half of the étude is more straight forward, with most of the rhythms played lining up 
directly with the kick. However, the fluid and flowing passages composed by Tompkins in this section are 
remarkable. Fig. 105 showcases such a moment in bar 15, starting with septuplets, into some syncopated 
binary rhythms. Bars 17-18 shows a phrase which slowly builds velocity through the rhythms, creating a 




Fig. 105. Bars 15-18 of “VIII”, from Nine French-American Rudimental Solos Vol. 2, 2011. 
 
4.12 – Walkin’ Down Coolidge 
 This piece was commissioned by Sam Solomon for the Massachusetts Percussive Arts Society. 
The title comes from Coolidge Avenue, the street where Tompkins’ parents were residing at the time. “I 
finished the piece there, and it seemed to make sense to base the name on a Boston location, given the 
commission.”68 Coolidge was written after Vol. 1, occuring before Tompkins’ more experimental 
compositions of Vol. 2. As such, the piece is more straight forward in musical content, with the French 
additions occuring more accessibly. This piece may be Tompkins’ most American sounding piece, with it 
being rooted in a solid 16th-note base and French phrases being shorter; perhaps appropriate based on its 
history, and commission.  
The piece starts with a frisé de 4 into the motivic material of the work (Fig. 106); a downbeat 8th 
note, then drop buzz on the “and.” After the drop buzz, Tompkins adds rapid frisé de 3s to connect to the 
next phrase. However, Tompkins also experiments with that connective tissue, as seen in bar 9 of this 
Figure. The drop buzz motive returns throughout the entire work, eventually being used in the last bar to 
set up the ending. 
 




Fig. 106. Lines 1-3 from Walkin’ Down Coolidge, 2008. 
  
While the piece may be more straightforward than some of Tompkins’ other works, Coolidge 
contains some uniquely French passages. The first occuring in bar 47 (Fig. 107) of the piece; a quintuplet 
based rhythm with embedded batards, ending with charge strokes.  
 
Fig. 107. 1-5. Bars 47-49 from Walkin’ Down Coolidge, 2008. 
 
 Tompkins also experiments with a recurring triplet nesting pattern throughout the latter half of the 
piece. He inserts a triplet over two 16th-notes, in both a sextuplet and septuplet context, as seen in bar 69 
and 70 (Fig. 108); the first over a sextuplet, the second over a septuplet. The slight alterations in these 
rhythmic passages creates interest by adjusting the horizontal velocity; the septuplet passage being 





Fig. 108. Bars 65-70 from Walkin’ Down Coolidge, 2008. 
 
4.13 – March 
 March was commissed by Tom Sherwood, for the 2009 Atlanta Modern Snare Drum 
Competition. The genesis of this piece is an interesting one, being written in only one twenty minute 
session. Tompkins admits as much, saying the deadline for the piece was approaching and still having 
nothing in mind for what the piece would be. Realizing the time crunch, Tompkins wrote the piece “on a 
paper towel in the church kitchen”69 before a performance in New York City. “I created a challenge for 
myself to not stop writing until the piece was finished. Thus, the structure is through-composed.”70 
 Although through-composed, March does contain a discernable rhythmic motive that occurs at 
the beginning and end of the work. The motive is introduced in bar 3 (Fig. 109), itself inspired by the 
introduction to “Solo No.1” from Lefèvre’s Vol. 2 (Fig. 110). The piece starts with solo kick drum, then 
“the motive from Lefèvre starts the March, and then it goes its own way.”71 Another thing to note about 
Fig. 109 is the incorrect roll designation at the start of bar 5; it is written as a 9-stroke roll but should be a 
7 stroke roll. 
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Fig. 109. Bars 1-4 from March, 2009. 
 
 
Fig. 110. Bars 1-2 from Solo No.1, 1987. 
 
As seen in Fig. 111, the piece ends with a recapitulation of the Lefèvre motive in bar 43, then 
ends with solo kick drum. As such, the piece is in somewhat of an arch form, as the thematic material in 
the beginning and end of the piece are symmetrical. 
 
Fig. 111. Bars 42-End from March, 2009. 
 
 The rest of the piece contains more traditional French rudiments, including moulin variations, 
charge/slipped strokes, ras, and frisé variations. One rhythmic technique Tompkins includes is the quarter 
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note triplet with embedded variations. Bars 9 and 13 of Fig. 112 are examples of this; the accent pattern 
stays similar, but Tompkins changes the sticking. 
 
Fig. 112. Bars 8-14 from March, 2009. 
 
 Fig. 113 demonstrates another embedded quarter note triplet, but this time, with binary 16th based 
rhythms. This creates some brisk frisé patterns, starting at pianissimo and growing toward the downbeat. 
 
Fig. 113. Bars 8-14 from March, 2009. 
 
4.14 – To Varèse 
 Of To Varèse, Tompkins says “obviously, this piece is inspired by Edgard Varèse’s Ionisation, 
specifically built on a variation of the main snare drum motif from that seminal work.”72 The piece is 
unique in that, although based around the snare drum, it is more of a multi-percussion work because of its 
instrumentation. Fig. 114 shows the setup diagram, and instrument notation key of the work. 
 




Fig. 114. Notation and setup from To Varèse, 2013. 
 
 Tompkins based the orchestration and instrumentation of the piece around Ionisation, “the 
optional siren introduction immediately sets the mood, the low floor tom emulates a lion's roar, etc.”73 
Tompkins also wanted to utilize the left foot, much like Lefèvre, but felt that the hi-hat was “too 
conventional.”74 This led to him utilizing a foot cabasa, which provided the unique sound Tompkins was 
going for “though it also discourages sales of the music as nobody is interested in spending $160 on a foot 
cabasa”75 he laments.  
The piece starts with an optional siren (Fig. 115), harkening to the Varèse work. The kick drum 
and cabasa keep the pulse throughout. The first snare material in the next bar is taken directly from 
Ionisation and becomes the thematic material for the work. The first half of the piece takes the motive and 
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surrounds it with increasingly adventurous material around the drums. The primary interest comes from 
the sextuplet moving around the instruments, as well as Tompkins experimenting with subdivisions. 
 
Fig. 115. Bars 1-9 from To Varèse, 2013. 
 
 A unique aspect of To Varèse is the section that asks the performer to improvise for four bars. 
This was a first for Tompkins, and to this day, his only work that calls for improvisation. Immediately 
after this section, seen in Fig. 116, the piece continues with a unique septuplet Figure that ends abruptly 
on the 5th partial. 
 




 In the final segment of the piece, the Ionisation quote comes back for the last time and leads into 
a sextuplet segment with only the upbeats of the quarter note triplet pulse in play (Fig. 117.) In bar 63, 
Tompkins further complicates the syncopation by starting the 16th-note on the 2nd note of the sextuplet 
and cycle through every four 16th-notes. This cycle continues all the way to the end, gradually dying 
down to silence along with the pulse in the feet. 
 
















 Throughout this paper, I have discussed how Joseph Tompkins combined the French and 
American rudimental drumming styles into a unique style of his own. I have framed this discussion with 
analysis of French snare drum rudiments, as well as how French drum manuals suggest developing them. 
Then, reviewed some traditional French military drum calls, as well as the works of Lefèvre to gain a 
better understanding of how to perform these rudiments in context.  
 Understanding the French rudimental approach is a logical first step in comprehending the 
drumming style. Of import is the awareness of how French rudiments are used in the context of musical 
works. For example, the usage of the ra and frisé being a staple in the French snare drum style. The 
charge stroke is also a rudiment unique to the French style; its rhythmic placement providing a sense of 
lift in an otherwise solid beat. Another common compositional strategy is the incorporation of rhythmic 
nesting. The nesting of rhythms, of various speeds, within different skeleton rhythms is what helps to give 
the French style its pace and rhythmic velocity. All these concepts give the French drumming style its 
unique sound and rhythmic flow. This is especially true when compared to the American rudimental style, 
with its more grounded approach to drumming. 
Because Lefèvre was such a strong influence on Tompkins’ works, it is also important to 
understand Lefèvre’s compositional style. Of note is Lefèvre’s horizontal rhythmic velocity, especially 
his through-composed approach of seamlessly weaving more basic, binary rhythms with ternary 
variations, or polyrhythms. His usage of longer note values, as well as rests, to break up the rhythmic 
flow also contributes to a unique sense of rhythmic velocity in his works. Lefèvre’s strong drum set 
background is evident in his usage of the hi-hat and kick drum throughout his works. This not only 




 As far as Tompkins’ new French-American style, I believe the uniqueness of the music lies 
primarily in its rhythmic flexibility, creativity, and horizontal flow. Combining the rhythmic oscillation of 
the French style with the bedrock of the American rhythmic approach creates a unique dichotomy of 
rhythmic velocity. This rhythmic flexibility is one of the key components of Tompkins’ style, weaving 
the rhythms through various speeds in an extremely organic way. In his music, one may hear various 
French flourishes that are suddenly, or gradually, interrupted by more stable rhythmic ideas. This is an 
example of the French and American styles co-existing. Tompkins’ horizontal flow can also be attributed 
to the rhythmic interplay, such as how fast rhythms flow into slow rhythms or rests; something seen in 
Lefèvre’s works with regularity. Also, the French idea of phrasing through fast rhythms into strong 
downbeats, for example, create a sense of horizontal phrasing and velocity through Tompkins’ works.  
Understanding the stylistic dichotomy of Tompkins’ work is one part of the equation, while 
developing and performing the works is another. One thing to consider is the physical demands needed to 
perform the works. An example of this is the difference between the open and closed roll. As the roll 
types originate from two disparate styles themselves, the player must be able to perform both styles of roll 
with precision and clarity. Another example can be seen especially in Vol. 2, where Tompkins asks the 
performer to differentiate note lengths via staccatos and tenutos; something that requires the performer to 
consider their physical approach of these notes to make them clear to the listener. Of course, all the 
rudiments covered in this study, as well as some of the highlighted segments in Tompkins’ works all 
demand a high level of performance quality from the player. Overall, the level of difficulty in Tompkins’ 
works requires the performer to be a dexterous snare drummer, and performing the works certainly aids in 
developing any player’s snare drum abilities. 
Finally, the performer has multiple musical decisions to consider as they prepare and develop the 
works of Tompkins. As Marc Damoulakis stated in Vol. 1’s foreword, “is it orchestral or rudimental? 
Does it swing or is it straight? Should it be energetic or lazy, weighty or nimble?” These are all decisions 
a performer must consider when preparing these works. One example could be to perform these works 
with a more American approach in general. This could mean a more deliberate interpretation of the time 
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and rhythms, as well as a fuller and heavier sound as far as the technique and stroke. Or perhaps 
performing the works with a more French interpretation. This could mean performing with a lighter 
touch, interpreting the rhythms in a slightly more rounded fashion than written, and perhaps pushing or 
pulling the time ever so slightly during certain phrases. Personally, as noted throughout this study, I feel 
that the significance in Tompkins’ works lies in combining these approaches together. As such, I would 
aim to make clear the style changes in the performance itself. An example of this could be playing faster 
frisé patterns with a lighter touch, then playing the deliberate accented rhythmic Figures with a weightier 
sound. Or performing a 16th-based flam section in a more squared, closed fashion, then slightly rounding 
or opening the rhythms during a quintuplet charge stroke section. Ultimately, I believe it is Tompkins’ 


















Suggestions for Further Research 
 Due to the sheer amount of material on the French rudimental style, there are certainly more 
aspects of the style to be studied. While a large portion of Lefèvre’s works were covered, there were some 
études and exercises that were not covered in this project. This is also true for Tompkins’ French-
American works, as only certain aspects of selected works were discussed. This was due to the overall 
limitations of scope for this project, as the goal was to find select examples to understand the French 
rudimental style, and how Tompkins’ used the influences of the French style in his own works. This 
project also did not cover the works of Robert Goute and his Le Tambour D'Ordonnance series in detail. 
Two of his books were used to aid this project, however, there are 4 total volumes all rich with exercises 
and études of their own. Joseph Tompkins is also about to release the third volume of his French-
American works. Tompkins has stated that his third volume works are heavily influenced by Goute’s 
compositional style. When Vol. 3 is released, it would be appropriate to do a study of Goute’s works and 
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